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CHAPTER-I 
INTRODUCTION: MODERN PERSPECTIVE 
The modern age is one in which the human situation 
is neither too certain nor too optimistic. Modern uun fe^ '^l-.-
lonely, isolated and afraid of future. There was a decline 
of religion in the west which resulted in the loss of iv.'iole 
system and values. Religion provided man with a systeai of 
images and symbols by which he could express his own acpira-
tions towards psychic wholeness, with the loss of this 
containing framework, man became not only dispossessed but a 
fragmentary being. He was set freeto deal with this world 
in all its brute objectivity. The advent of materialism, 
culminated in a mechanistic attitude coupled with coinniercia" 
lisation. 
According to some contemporary thinkers inu/sfcelinc 
of. homelessness and alienation is being progressively intetv:"' 
He feels an outsider in society. He is terribly alienated, 
a stranger to God, to nature and society. But the vyorst .-rof-
final form of alienation is man's alienation from his o'vvn 
self. The slow and uncertain movement in the sensibility f; oii 
nineteenth century to the twentieth century has created tlie 
situation of a crisis of values. With disintegration of Oid 
beliefs and crisis of values in modern times, emerges a fo-'li! 
of irrelevance. It has necessitated a serious quest for ivr-/ 
values which are relevant to modern situation and can fulfil 
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man's social, moral and spiritual needs. This alienation 
and fragmentation was dramatised in Eliot's Wasteland, 
one of the many examples of transformation of this 
experience in literary form. Crisis of values is a natural 
outcome of the uncertainty'. about God and supreme pov/er. 
Man without God is seen as a biological organism whose 
behaviour amounts to adaptation to environment. 
"Though he is a creature of instinct his .. 
metaphysical craving gives him no peace.'^ 
He feels a stranger in a mysterious, if not hostile. 
in 
universe like Henri Barbusse's unnamed hero in L'En for''" or, 
3 0/ 
Albert Camus Meursalt in The Stranger or the hero^ '^ iloia.i.ngvvay's 
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short story The Soldier's Homes. 
The complacent Philosophical ideas of the Victorian 
age .suited people well. Their supreme poet Browning aosertod: 
"God's in his heaven ^ 
All's right with the world" 
This expressed peoples faith in supreme diety, con so-
quently Image of man was simple clear cut and in keeping with 
Christian faith, Man was created in the Image of God. 
As a consequence of far reaching changes in n.cral 
social and intellectual perspective, Image of Man began to 
undergo a change. This included new discoveries in tho fi e l . I 
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of science, psychology and social thought. 
In the world of science, theory of Darwin was 
fundamental. 'Origin of Species' is a scientifically vcrififci 
theory of the creation of universe and of the evolution of uic^n 
from lower species. This theory was destructive of ortliodox 
systems of rational thought, as it was of old testament 
theology. Consequently Faith and Biblical notion of tlio origi;) 
of Man and Human Destiny was quite natural as a consoquonce 
of this discovery. 
On the other hand in the world of psychology, the 
theories of Frend were perhaps most influential in changing 
our concept of man. Frend, was the pioneer of the unconsciou"-
he was first to map the hidden, mind of man and reveal the 
possibility of exploration of human psyche. He ranged far 
beyond the theory of the individual mind and extended HIG 
discovery to an analysis of society and his historyo Frond's 
theories of personality made libido or sexual instinct tlie 
principal force in psychic development. He shook the popular 
belief about the civilized man, when he showed man to bo an 
instinct ridden animal, foredoomed to perpetual misery by 
inner desires which he could never satisfy. 
Another significant influence on modern thoughi... vvao. 
C.G.Jung in the field of depth psychology, he pointed out 
decisive role of relations between parents and child in iorniL.'o: 
psychological make up of the individual. He also emphaGizecI 
the significance of the collective unconscious (Ujiconoc Lous 
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memories going back to primal past) and he contended that the 
unconscious is not only the repository of suppressed sexuality, 
but also a fountain head of creativity. 
Jung's categorisation of personal and the collGctive 
unconscious was a revelation to the modern world. In short 
Jung believed that man needs to experience the image of God 
within his own soul, when this does not happen there is a 
split in man's personality. Myths said Jung, are a direct 
expression of the collective unconscious and are found in 
similar forms among all people and in all ages. 
Another significant direct influence on the mind and 
thought of twentieth century has been the theories and social 
thought of Marx. 
Marx extended Darwin's scientific theory of evolution 
of species to social thought. The process of constant procjrors 
in human society emphasizing economic bases of religion,moral.?, i; / 
and other super structures. Secondly, Marx presented a dynamic 
concept of History, which can be termed as historical materia-
lism. Thirdly, in Marxist system of thought alienationj, a 
dominant problem of modern man, is a necessary evil arising 
from the capitalist mode of production, In a capitalist 
system man becomes identified with his role in a complicated 
system of production resulting in self-alienation. Finally, 
Marx created a better vision of society. 
The economic crisis made the younger generation of 
entire west face a sense of helplessness and loss of direction, 
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The writers of nineteenth century like Dicken's, Arnold and 
Ruskin had projected the social, economic and cultural 
consequences of industrialization and commercialisation but 
behind their critical view was a solid vision of an ideal 
society. In sharp contrast to that twentieth century writers 
and thinkers are totally disillusioned and have a much darker 
vision of man's predicament. 
The thought of Nietzsche was another revitalizatlnu 
factor at this juncture. Nietzsche created a new Image of 
filan and human possibilities in tne character of his superman 
in Thus spake Zarathustra. His full contribution to ^ rvJer^  
thought will be discussed later. 
The intellectual revolution created by thinkers and 
philosophers had far reaching consequences on Literature and 
Arts. The new changing concept of reality gave rise to numerous 
artistic movements. In their urge to project the Image of /.'!.! 
and human condition, writers and artists evolved new techniqntM 
and devices to express their vision of life. Numerous style" 
of presentation-Realism, Naturalism, Symbolism, ImprGssionism^ 
Expressionism and Sur~realism have all been manifestations of 
this desire of the modern writer and artist to come to grips 
with complexities, and ambiguities of reality. 
Rejection of melodrama and emergence of realism was 
a step forward. Realism as a movement originated in tiie novel. 
of Flaubert and Balzac, it was a reaction not only against 
gothic romances, picaresque adventures, allegorical faiitasy 
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but also against accepted norms and conservative morality. 
Realism in Drama was adopted by Ibsen in theme and formo 
Ibsen was an exponent and master of realistic drama, ri.e.:i--
listic drama is usually associated with creating illusion 
of reality on stage and Ibsen along with this surface 
realism introduced psychological, philosophical and social 
realism. Ghosts. D0II3 - . House and several other cf iijo 
plays represent the culmination of realistic drama in r big 
way. 
Shaw was inspired by Ibsen« He wrote realistic 
plays with a view to reform society. Shaw's greatest 
achievement was in refining all existing dramatic forms, 
In the words of Nicoll "He started with realism but goes on 
q 
to experiment with various modes and extravaganza'/ 
In Chekhov's hands realism becomes a poetic aporoar-h 
to drama. His is the comprehensive realism. He gives a 
realistic picture of society and tries to depict life in all 
its elusiveness, flux, intangibility and evanesence, H^ 
tried to capture life witnout clinging to any theory» H=:^  
captured it in all its charm. Through his imaginative insxqht'i, 
he goes beneath the surface of reality, though he depicts 
people;, engaged in everyday life. There are undercurren':, of 
forces shaping their destiny. This complex projection ox 
reality with the mixture of comedy and tragedy, and orciiostratlon 
of themes and symbols foreshadows Absurd Drama» 
A younger contemporary of Ibsen, Strindberg irri:pnscly 
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subjective in his presentation of themes(championed the cause 
of anti-realistic theatre). In his hands reality takes on 
n 
strajgoly distorted fantastic forms. The world around the 
hero is dream-like projection of his disoriented mental state. 
He adopted dream play technique. He discarded realism and 
narrative style of dramatic sequence for a new and sophistic,-ted 
technique of stream of consciousness, Strindberg is cho 
Father of a number of dramatic movements, chiefly sur-ro<?;lisiri 
and expressionism. He also foreshadows many of the devoj.opnioiiis 
in the delienation of the image of Man for example The Dicama 
of Absurd. 
Another significant modern dramatist Pirandello 
challenges the fixed concept of reality. He is not only 
departing from realism in drama, but questioning the nature 
of reality itself. He believes in dissolution of ego, leadiun 
to his theory of mask and face. He gives us many dimensional 
perspective on illusion and reality. A critic of realistic 
drama, Pirandello was a realist in a deeper sense who found 
the theatrical medium most suitable to explore the question 
of art and life, illusion and reality, face and mask, perrna.n^ucf: 
and transience, time and timelessness. 
Sur-realism was an assertion of the belief that the 
world of the unconscious mind has a reality superior to the 
phenomenal world. The most eminent exponent of 5ur~realls!i) on 
stage were Antonin Artaud, Jerry and Appolonier, Expres5ioni'-;r-
on the other hand was a clear departure from realism. It is n 
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movement common in Art and Literature developed in Germany, 
an attempt to project inner reality, a revolt against 
bourgeoise, escapism and romanticism. In drama it registers 
a revolt against the well-made play and other artificial 
dramatic forms. In expressionistic plays short scenes 
replaced the longer acts. As Nicoll says, "Expressionistic 
plays represent the protognist not as an individual but as 
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an abstraction and extravaganza," 
As a result of these movements the concept of total 
theatre came into existence. As pointed out by Zahida Zaidi 
"The concept of total theatre 
has been evolved from the 
ideas and insights of Adolphe 
Appia, Antonin Artand,Wagner 
and Craig."10 
She further points out that Appia and Craig were abJo 
to guide modern theatre away from naturalism and romanticism 
and they succeeded in establishing a non-commercial theatre. 
The chief value of Wagner's ideas and theories lies in the 
fact that they are intensely personal expression of a man 
involved in creative'work, as well as in his supreme integx-atio"! 
of all creative faculties. 
The real objective of the theatre for Artaud is blie 
translation of life into its universal form. The form -that 
will extract from life images in which we would have pleasures 
in being. In keeping with the principal tenets of sur-rGaJism^ 
Artaud would claim that art is a real experience that goes far 
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beyond human understanding and attempts to reach a metaphy^ i.c:..] 
truth. The artist is always a man inspired who reveals a nrw 
aspect of the world. 
When we turn from theatre to world of Ideas, ws find 
that, existentialism is a characteristic mode of modern thinklno 
which has influenced several branches of knowledge and litoratuj: 
Existentialism is a philosophy or tendency of tho'.-igbi: 
which manifiested itself in the wake of World War II and l.vite: 
spread all over the world, and may be characterized as: 
a protest against 
the views of the world 
and policies of action 
in which, human beings 
are regarded as the 
helpless play things of 
historical forces or as 
wholly determined by the 
regular operation of 
natural processes. All 
Existentional writers 
seek to justify in some 
way the importance of 
human personality. "'•'1 
Existentialists have been divided into two categorips, 
firstly the Christian Existentialists viz. Jaspers, KiorkogT^rc; 
Gabriel Marcel and others, secondly the Atheistic Sxistentialln 
including Heidegger, Sartre and others. What they iiave in (,.oi::i':i 
is that they all believe that existence preceeds essence and 
man's subjectivity must be the starting point of all philosopi.-"''•; 
enquiry. According to them essence of man cannot he defi:iod 
before his actual existence. 
The origin'• of this philosophy goes back to KicrkG'] '•' 0 ':' O 
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but it was popularised in the twentieth century by Sartro 
Kierkegaard spoke of the wretchedness of man without God 
and a need for 'the rediscovery of the religious cent 
12 the self" Kierkegaard does not merely tell us that being 
preceeds thought or that all thought is an expression o 
some concrete being; he shows us his truth in flesh, tliat 
is of his own personal and passionate existence. His 
philosophy was intended to show what it means to be a 
Christian. In the words of William Barett: 
"The ultimate source of 
Kierkegaard's Power over 
us today lies in the 
religious and human 
passion of the man him-
self from which the 
intelligence takes fire 
and acquires all its 
meaning"'^ 
Kierkegaard elaborated three levels of existence. 
Firstly aesthetic, the life of sensuous moment, characteristic 
of immaturity and of unreflective hedoni.sm generally.. Secondly 
jCthical which emphasizes world of human beings, comprehonslvc-
universality. Thirdly religious level, however man's tiichost 
duties are towards God, in whose presence man cannot be 
indifferent. 
Kierkegaard was a philosopher of existence but r'ict,:';.' 
was a philosopher of the world. By the middle of the r!:i,not'-:c;v 
century the problem of man had begun to dawn on certain rrij.nd::; 
a new. and more radical form, Man was seen as a stranger to hi.;: 
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and must discover or rediscover, who he was and what it 
meant to be human. Kierkegaard has recommended a 
rediscovery of the religious centre of self, which for 
European man had to mean a return to Christianity. 
Sartre relentlessly works out the atheistic 
conclusion that in a universe without God, man is absur.j, 
unjustified, and without reason, as Being itself is. 
Nietzsbhe's atheism however goes even deeper. [le orojoct? 
himself into the situation where God is really dead lo:: 
the whole of mankind and he shares in the common fate. 
Kierkegaard and Nietzsche point out a profounJ 
dissociation or split that has taken place in the bej/ri'i 
of western man, which is basically the conflict of roa3o;! 
with the_whole man. According to Kierkegaard reason 
threatens to swallow up faith, Western man now stands on 
the cross-roads forced to choose either to be religloun or 
to fall into despair, Having chosen the former, he mur.':, 
be rooted historically in Christianity, enact a radicoi 
renewal of Christian faith. For Neitzsche the era oi' rcaso' 
and science raises the question of what to be done udtii tUc 
primitive instincts and passions of man in pushing tiieoo 
later aside. The age threatens us with a decline in vitali 
for the whole species, what lies behind both prophetic: 
messages is the perception that man is ' estranged.iroiri i'ls 
ment °f 
own Being. Now t h e es t range/man from Being i t s e l f i s 
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Heidegger's central theme. Heidegger radically deal'; •/itl: 
the alienation of modern man and with the problem ol niode'. 
man generally by subordinating it to some other thing iii 
absence of which man can never regain his roots to i;;oing 
itself. 
According -to William Barret: 
"The picture of man 
that emerges from 
Heidegger is of an 
earth bound, time 
bound radically 
finite creature, 
precisely the Image 
of Man we should 
expect from a peasant, 
in this case a peasant 
who has the whole 
history of western 
philosophy at his 
finger tips"''^ 
Heidegger's philosophy is neither atheism iiot 
theism but a description of the world from wnich God 1:-. 
absent. 
Among the atheist existentialists the most 
influential is Jean Paul Sartre, like other existon ti:; Li:; L 
he believes that existence is prior to essence* d'ir:.i . xls' 
and makes himself to be what he is; his individual "'-coo.-
or nature comes to be out of his existence and in tiii.s 
sense it is proper to say that existence preceods Gs^.-nco, 
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Man does not have a fixed essence that is handed to iiiin 
rath.er, he evolves his own nature, out of his freedom 
and historical conditions in which he is placed. 
As stated by Sartre in Existentialism and Humanism: 
"Man first of all 
exists, encounters 
himself, surges up 
in the world and 
defines himself 
afterwQ,rds. If man 
as the Existentialist 
see him is not 
definable, it is 
because to begin with 
he is nothing. 
Thus there is no 
human nature because 
there is no God to 
have a conception 
of it. Man' simply 
is; not that he is simply 
what he wills, and 
he conceives himself 
after already existing. 
Man is nothing else 
but that which he 
makefe himself that 
is the first principle 
of existentialism." 
Man's Being in time and space constitutes his 
situational being.isSartrian cognito reveals two beings, 
firstly being for itself (consciousness), Pour-soi, 
secondly being in itself (objects of consciousness) En-soi, 
There is no difference between appearance and reality. 
Being in itself has no inside which is opposed to an o!.rLsi.d 
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Pour-soi that possess conciousness is divided by interiislly 
contradictory factors. Nothingness haunts Being. ''.Vlan 
is the being through whom came nothingness in this world I'" 
The concept of Freedom and Responsibility is also 
central to existentialist thought. Man's Freedom is 
absolute but existence preceeds essence. According to 
Sartre if existence is prior to essence, man is r-esponaible 
for what he is. Thus the first effect of existentialism is 
that it puts every man in possession of himself as ho is 
and places the entire responsibility for his existence 
squarely upon his shoulders. In words of Sartre men is 
responsible not only for his own individuality, but he is 
responsible for all men. Our responsibility is thus much 
greater, for it concerns mankind as a whole. 
Another important concept is Anguish, the Gxiston 1:'.-i.' 
frankly states that man is in anguish. It means vvlien a uian 
commits himself to anything, fully realising that he is noL 
only choosing what he will be but he is thereby at the sarnc 
time a legislation deciding for the whole of mankind. In 
such a moment a/rnan can not escape from a sense of profound 
Anguish and Anxiety. 
Another aspect is the Problem of Choice, choj.c} is 
possible, what is not possible is not to choose = Thro'i'jh 
his choice man involves all mankind, A drastic crioice is 
leap into the dark, a self-encounter. It gives meanii;i to 
man's freedom. In an inauthentic situation one uses ocnors. 
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"seeking re-assurance of personality which is Bad I-aitli, 
and Negation of Freedom. 
Sartre's No Exit , is the study of Bad Faitii 
in human relationships with one another and oneself v/lT3n 
a person refuses to accept freedom, he is trapped by 
'Bad Faith' as Sartre calls it. Bad Faith is an escape 
from freedom, moral commitment, a refusal to accopt 
possibilities of existence. All human relationships arc-
based on conflict until they a^ -e turned to autheirlic 
relationships by an acceptance of each others freedom F-nd 
individuality. Vi/hile No Exit is focussed on theme of 
1 7 
inter-personal relationships. The Flies dramatises trie-
concept of Freedom and Responsibility,;Orestes is an 
existentialists hero. He does not accept religion and 
guidance of Jupiter but makes drastic choice himGelf, 
Absurd -Drama can be seen as artistic exprecsioii 
of existentialism and as such it questions the very nacoie 
of reality. The Play-wright of the absurd views life 
existentially. He expresses the senselessness of human 
condition by abandoning rational devices. The Playv/rioht' e. 
sense of Being is his subject-matter and in this SGnce it 
is close to Existentialist Literature. But it is its 
projection of inner word that determines the tlieat;r:a of 
the Absurd's non-realistic form and that essentially 
separates Absurd Drama from Existential Drama. The f.'.xio tontialist 
IR 
Dramatists present their sense of irrationality of tiic 
human condition in the form of highly lucid and logicr.lly 
constructed reasoning while the theatre of Absurd strivGs 
to express its sense of senselessness of the human condiclci 
and inadequacy of the rational by the open abandonnK^ rv of 
rational devices and discusive thought. 
In the Myth of Sisyphus, Camus asserts tiiat in our 
times the security of a "World that can be explained by 
reasoning, however faulty" has been replaced by a void as 
a result of "the divorce between man and his life, th^^ actoi 
and his setting" lifted from his familiar moorings !,'ini!: I:ocl., 
a stranger. His is an irremediable exile....,.." This 
existential condition is what "truly constitutes Lhe icolir. 
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of Absurdity!' Theatre of Absurd ewes great deal to uauius. 
It was Pirandello who first shifted tiie dramati.c 
focus to fragmented internal world of self, forging ; new 
language for the purpose, V\/ithout him "The Theatre oC Absuj; 
might not have come into being. In Zarathustra Niet/eGciiG 
announced the death of God, leaving the still .living rGj.if; 
instinct of man in a vaccum of nothingness, Eugene 0'l>io\}. 
mourns the death of this old God and asserts or claim;: the 
incapacity of science and materialism to create a new cno. 
The anguish of man arising from this situation becoinGS ciio 
major concern of the Absurd Dramatist, v/ho according lo ;\br 
Esslin, evokes the absence of an established system in 
dramatically poignant symbols and images. 
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lonesco defines Absurd as "devoid of purpose 
cut off from religious, metaphysical and transconderrtal 
roots" resulting in man's bewilderment who is thrown ;i n 
an incomprehensible world which does not provide him v/ith 
a definite sense of direction and meaning. PirfAndello 
bases his analysis of human psyche o-n an incomprehen-iible 
and contradictory sense of reality; a leitmotif also In 
the novels of Kafka and Dostoveiski. The concept of aoburc; 
finds a deep philosophical kinship with Existentialist. 
Thinkers Kirkegaard, Sartre, Heidegger, Jaspers and ot'.^ ors, 
The antecedents of the theatre of Absurd are 
numerous; ancient mimes, commedia dell'artre, futurj.sm, 
sur-realism, as well as the peripheral theatre arts oi 
fair circus, music hall and film. But it is more to o.ir 
purpose to relate it to main stream of drama vig. to 
dramatic contributions of Strindberg, Chekhov, Piranuf'I ].o-
and also to the art movements already mentioned above. 
Absurd Drama is the theatre of a total situ;.i Lions 
as against theatre of events in sequence, .An Absurd i/caina 
does not tell a story in the usual sense but instead preserr 
a pattern of images designaito communicate the perplaxi;:/ 
and anxiety that spring from recognition that man is surrou' 
by-an indecipherable cosmos. There, is no plot in an Absu.rcl 
play nor any 'real' characters in conflict, the characcf.r 
may appear to be busy but nothing actually happens in tv.s 
existence. 
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The latiiguage of absurd is often in conflict 'vi.ti! 
,ths immediate action and is reduced to meaningless p/i i.ter!;-
indicating the near impossibilities or ambiguity of coininuni 
cation. Absurdists delight in using technological „7a.rgoiK 
cant cliches and even baby talk. More often audience is 
confronted with characters whose motives and actions ;• en]..?,' c 
largely incomprehensible and ambiguous. It is alrncr: L 
impossible to identify with such characters and as a josu.li. 
the play is comic inspite of the fact that its subjoc". 
matter is serious. Moreover the structure of thiose J; lays 
is circular, some ending exactly as they begin OLIIOJ:? ijio,:,. 
by a growing intensification of initial situation. 
To present their vision of reality and h.un;:;ii 
condition the Absurd Dramatist have abandoned the Tv;alisi3-
approach and often assault, the audiences with caJ.cu.is i.c-/: 
infrastructure of Sur-realistic and Expressionistic ccvicf. :. 
Man is stripped of his social, cultural and historiccil 
trappings and presented in stark nakedness of his ijol-jc. 
They are concerned with totality of existence and tijc 
characters are presented'in Universal Perspective. ina 
•recurring themes are of a Universal nature viz. being ai'icL 
nothingness, time and timelessness, life and death, oxposiai 
of anguish, sense of loneliness and problems of comiiiua.ica L" •: 
In Modern drama in general and in Absurd JJCS;;-: i;: 
particular the Image of Man and human condition is irar f'^ ;^-
-f/-, 
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reassuring and optimistic. These writers have struggled 
to present imaginatively the crisis of values in modern 
times. 
Writers like Dostovieski and Kafka had depicted 
the psychological, moral and spiritual disintegration of 
man in their works. Other writes and dramatist like 
Ibsen, Shaw, Strindberg, Chekhov, James Joyce, Virginia 
Woolfe, Sartre, Camus, Beckett, O'Niell, Pirandello have 
projected this theme with profound and poignant inciglrcs 
Dostoeviskv depicted the underground man the 
product of rootless, valueless society. Kafka probed i.nto
the psychological dilemma of man_,he depicted degradation 
of human personality in fantastic terms by using higlily 
articulate symbols. Sartre on the other hand is presGnting 
a total collapse of man and his world. Simone de Beavoir 
closely associated with Sartre in existentialist inoveinent 
reveals the painful necessity imposed on man of making n 
moral choice. 
The form of Absurd Drama is different from Krrfka, 
Sartre, Simone de Beavoir and Dostoeviski. These v/:rii:Grs 
deal with man in a social and psychological perspective 
but Absurd Dramatist projects man in a universal and inetaiiiiv; le 
perspective. 
The works of Beckett, lonesco. Genet avfi Adn.'iov. 
writing in the mid nineteen fifties, have a common starring 
17. 
point in that they all seem to agree that the cornploxii.i.v;-. 
and contradiction of life cannot be apprehended rationally 
Art has to probe deeper to discover roots of being 
and human predicament. How they do this is as indiviciua-
listic as their personal genius and experience. Kugone 
lonesco deliberately calls his plays comic dranias or 
tragic farces. Solitude of man is at the centre of :; 11 
lonesco plays, like The Chairs, Amedee. The Bald rrj.rna 
Donna, The Killer. Rhinoceros and Exit the King bear 
witness to the facts. 
Jean Genet's theatre adds a new dimention. iii3 
plays are concerned with expressing the sense of solitu/iG -
and helplessness of man when confronted with despair and 
absurdity of the universe, it explores the human conditions 
the alienation of man and his futile search for rnoaninc) ari ;. 
reality. Death and Sex play dominant roles in i"iis pla/3 
like, The Maids. The Balcony. Death Watch, and The ola>:!cs. 
These plays project his vision of man and human conditiun 
in highly imaginative but disturbing terms. 
Arthur Adamov's plays demonstrate a profounu 
passimistic philosophy concerning the uselessness of rniii 
in trying to oppose the forces destined to crush hiin. ills 
plays- are La Parodie, L' Invasion, some of his themes ir-^  
the tyranny of parental love innate cruelty of society. 
Of all the Absurd Dramatists Samuel Becketi: i , 
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perhaps the most artistically intense'^  and most unconipiomi:-IrMi 
and ruthless in his probing into human condition. An 
Irish man by birth and an avante-grade parisian by inclinacloi 
and choice. In the world of his plays- and novels,the 
individuals,lives in those "Perilious zones ..o, 
dangerous, precarious, painful ....o (where) the bordGn-i 
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of living is replaced by suffering of being" 
The protagonists of his novels and plays n.rG old 
man; half blind, stinking lame and physically broken, boci--
ridden or dependent on crutches or even at times redu.cGd t/^  
crawling about over the surface of earth. But tlieso imaqes 
are not to be taken literally, since they create tho imago ol. 
man in metaphysical perspective. Beckett's charoctors oft,';:-, 
appear to be outside the conventions of society but Uioir 
actions depict : the inner reality of man in society and chJ : 
reality is stark and terrifying. As pointed by I'uby Cohn 
Beckett's man lives in a "a world that he did not make? and 
that resists his efforts to make sense of it."" 
Beckett's philosophical system like other avant-garde 
writers is based on Paradox. He states that "Thought can 
revjidl nothing to us in the final analysis'.' The usel jsanova-, 
of thought and the consequent pointlessness of all hunian 
action, appears and again and again as a theme in Beck-^ tt • •: 
work. He implies that it is only in modern times triat ;naii 
has become impotent in thought and action. Man's incroasod. 
knowledge has only serveclto make him aware of the useioasn-r '-
of knowledge, the impossibility of certainity. /\s in .^V-aAd-Va'd 
Zi 
For Godot Lucky's speech is a confuse babble, a long narbl-jri 
monologue which is a parody of logically connected uttG.i:a;ic. 
and scientific discourse. Chess most logical of games 
symbolic of logic itself was made to convey the meaningJesc--
ness of human reason in Endgame and Murphy the clirn.-;; of 
Murphy comes when .he plays a game of chess witli a iii>^''i nvyn 
while working as an attendant in lunatic assylum. V;a tt' s 
interior monologues reduces the process of logical thinking 
to an absurdity* This sense of absurdity leads to the 
grim picture of man in the universe which is intensified 
by man's anxiety when facad'.'by choice which he is unable-' to 
make. 
As pointed out by R.N. Coe: 
"Beckett's people have 
collapsedunder the 
burden of choice, 
responsibility and 
anguish that an 
existentialist world 
which they take for 
granted, expose them 
to. "2'' 
V/hat saves this world from being totally passimistir 
and nihilistic is Beckett's own point of view which is marked 
by serenity and courage, 
In the words of Wallace Fowlie: 
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"Beckett's vision of man 
is grim and absolute 
but he seems to have 
maintained a personal22 
serenity of outlook." 
Another important feature of Beckett's plays is 
problem of communication. Language is irredeemably priva-
According to Andrew Kennedy: 
"Words germinate in the 
skull of the speaker, 
at an estimable distance 
from things and other 
person motive and 
argument, local time 
and place."23 
From his early work on Proust to his place his 
creed remains unchanged. From the start Beckett accepts 
the paradox of dramatic statis, movement in his plavs' 
is foearly always a succession of still points or a cyclio 
recurrence of verbal occasions. His dialogue is a fjuasi'-
dialogue compose4of counter points or subtly double mono-
logue^ There is almost no interaction between speakers 
which is expressed through fast flowing fragments of snec:o\> 
that never interlock. Andrew Kennedy further poiints out 
that he can regard Beckett's dramatic language as a sustains 
attempt to create the words for kind of archetypal action. 
in a setting of limbo or skull. Although Beckett probes 
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into the dark areas of incomprehensible universe. Tnor.,; 
is a philosophical dissatisfaction, as pointed abovo, 
with language altogether. 
Sameul Beckett started his dramatic career with 
Le Kid in nineteen thirty one followed by Eleutheria 
in nineteen forty seven but he did not make his marlc nnti j. 
Waiting For Godot (nineteen fifty four), followed by 
Endgame (nineteen fifty eight), Act IVi t h o u t VJo r d s (n i n': t •:• s n 
fifty eight). All That Fall (nineteen fifty eight), 
Krapp's Last Tape (nineteen fifty eight). Embers (niiT ccen 
fifty nine), Happy Days (nineteen fifty one), Play 
(nineteen sixty two). Words and Music (nineteen sixty Live; 
Cascando (nineteen sixty three), Film (nineteen sixty 
four). Come and Go (nineteen sixty five), Eh Joe (nin'-'reen 
sixty six). Breath (nineteen sixty six), and |;[gj^ _l 
(nineteen seventy two). 
In the words of Ruby Cohn: 
"Although Beckett probes 
most deeply through 
fiction, he has long 
been interested in 
performing arts. He 
attended the Abbey 
Theatre in Dublin^ 
where he remembers 
seeing plays of Synge, 
Yeats and O'Casey and 
in Paris he used to 
visit big and little 
theatres"^^ 
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As curtain rises on Beckett's play we are faced 
with an empty space. Setting is characteristic of Beckat. l:. 
play a decor is reduced to the barest minimum; strong 
lighting; a naked stage. This naked stage is both a poetic 
symbol and a cruel parody of traditional theatre. On 
these boards of disaster the characters play out their 
derisory role. The characters wearily and scornfully tali; 
up their part and begin to play. 
His first play Le Kid was written in French. A 
parody of Corneille's Cid. Eleutheria (written in French 
shortly after the war, but so far unpublish/and unpen orfnec!) 
is also concerned with a young man's efforts to cut hiiriceJe: 
loose from his family and social obligation. In liiU-,,t.y:iQ.„i!21 
Godot Beckett*.' creates a haunting image of man in a 
metaphysical perspective. The tramps represents the i:ncK;e 
of man Godot could be the dimunative image of God Jnci 
their relationship signifies man's dependence on soine foien 
of security which protects them from onslaught of reaiity. 
Endgame enacts not only the possibility of coiriplc Lc 
extinction but also thee'.terrifying awareness of tills 
possibility. The four human beings are monsters of tnJcs 
awareness. In Act Without Words. Beckett' attempts to crenr-
the image of man in exclusively visual and dramatic devicec 
totally negating the use of words. In Ua^EX-ikxSj Beckett 
portrays the human condition in the image of a cheerf J1, 
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plump woman, who is slowly sinking into a mound of oar'-,h. 
His other play Krapp's Last Tape employs a tape rccortior 
as a stage metapher for time past. Here he dramatise:: 
fragmentation of experience and break down of language 
in his radio play Embers its hero is also an old man liiusing 
on the past. All That Fall and Embers are concerneij wj.tli 
waiting and guilt. 
The Play dramatises the anguish and the guill ox 
characters beyond their graves. In his later play3 like 
How It Is. Eh Joe. Words and Music, Cascando and Come and 
Go Beckett's vision becomes more abstract and his technicr. 
more subtle and economical but these plays also illiiLui.nato 
several dimensions of the Image of Man and his prcdicei:;orit 
that Beckett's has created in his successive playe. 
In the subsequent chapters an attempt hae b^en rn^'J 
to analyse the importance and significance of Image ol ;V,ari 
and Human Predicament in six early plays of Becketi:. 
•H-X-K-
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THE IMAGE OF MAN 
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WAITING FOR GODOT (1949) 
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ACT WITHOUT WORDS (1958) 
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CHAPTER - II 
IMAGE OF MAN IN WAITING FOR GODOT AND ACT WITHOUT WORDS 
The Image of Man and human predicament that einorges 
from Novels and Plays of Beckett is most strikingly and 
comprehensively projected in Waiting For Godot and Asi^ liliillGJi'': 
Words and here the theme and structure of plays is perfectly 
integrated and The Image of Man is projected with the help of 
simple, direct, economical and expressive symbols whicli 
articulates Beckett's vision of Man and his universe in an 
artistic and eloquent manner, 
Waiting For Godot was written in nineteen forty nine. 
Its first performance in Great Britain took place at the Arts 
Theatre, London on third August, nineteen fifty five* It 
was directed by Peter Hall, and the decor was by Peter Snow, 
Waiting For Godot has been translated in innumerable languages 
and has been repeatedly performed in different parts of the 
world. 
Favourable response came from various quarters. 
Several of its first directors returned for another round r/it'ri 
Godot. Before the death of Bertold Brecht in nineteen fifty 
six, he wanted to adapt Beckett's Play, and in nineteen seveni.y 
one Peter Palitsch, a former student of Brecht produced 
Brechtian Godot, employing the technique of estrangement, 
Though the early reception of Godot was unexpectedly en thus!es' 
it is- still a highly controversial drama with critics givinq 
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diverse and conflicting interpretations,Waiting For Godot 
the most acclaimed play of Samuel Beckett also creates a 
haunting Image of Man in a metaphysical perspective., 
As an Absurd Drama it displays certain features. 
Beckett combines Pirandello's exploration of self as in 
Six Characters in Search of an Author with existential 
concept of absurdity. It also incorporates subtle 
Chekhovian symbolism and with a Chekhovian :•. blend of 
comedy and tragedy. Waiting For Godot outwardly is a 
static drama, but like Chekhov's plays it has an inner 
movement and orchestration of themes and symbols. AG an 
Absurd Drama it does not tell a story but projects a series* 
of perceptions in a rich verbal texture and thick net-work 
of symbols and images. The situation is abstract and 
universal. 
The central figures Vladimir and Estragon are tv/o 
tramps coming from a place undefined and are presented 
against the stage with a stark setting which contains only 
a mound and a naked tree. They are bound together by a 
common objective that is waiting for a mysterious Godot 
who has promised to meet them there. Along comes another 
pair Pozzo and Lucky, After this pair departs, a little 
boy, the messenger of Godot informs that Mr. Godot, with 
whom they believe they have an appointment cannot corne, but 
that 'he will surely come tomorrow-J The two charactors 
decide to move but they do not move. The curtain falls on 
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the two characters staring in the void. In the second act 
again we see them in the same setting but Estragon and 
Vladimir are doubtful about the place. They are uncertain 
about the location, time, date and even about the identity 
of Pozzo and Lucky who come again in the same vigil but 
Pozzo is blind and Lucky is dumb and old. Again the little 
boy comes and informs that Godot would come tomorrow. 
Vladimir and Estragon comtemplate suicide. They decido to 
go but do not move. The curtain falls. 
Waiting For Godot, for all its superficial sense 
of nothingness and apparent lack of action or progress is 
infact a comment on the state of man and the psychological •' 
vaccum, he experiences in the face of disintegrated social 
and religious values. 
The structure of the play is circular and actoj s 
are in the same position at the beginning and the end of the 
play. 
Act one ends with: 
Estragon: Well, shall we go? 
Vladimir: Yes, let's go. 
1 (They do not move) 
Act two ends with: 
Vladimir: Well? Shall we go? 
Estragon: Yes, let's go. 
2 (They do not move) 
Repetitions occur in Waiting For Godot at various levels, 
Act two duplicates act one t)ut':with some significant 
variations. The stoiry. of the dog in the play has a circular 
structure. It begins and ends vd.th 'A dog came in the 
kitchen', characters appear in couples and one friend often 
echoes the other: gestures are repetitive, words are repetitive, 
In short Waiting For Godot is woven with repetition. As an 
earlier critic said. "We were waiting for this play of our 
time with its new tone, its simple and modest language and 
its closed circular plot from which no exit is possible." 
It is quite strikingly unlike any other play in 
structure and so its spectacular theatrical success makes it*" 
obligatory for a critic to probe deeper into the secret of 
its universal appeal. 
Waiting For Godot is an antithesis of a conventional 
well-made play. The characters are unlike the characters in 
realistic drama. Vladimir and Estragon seem to be at a lower 
strata of existence, they are undernourished subsisting on 
carrots and turnips etc. They appear to be existing without 
any justification. They seem to come from no where and go no 
where; They are not related to any social, political and 
historical context, Gogo and Didi appear not as specific 
individuals but just human beings without any psychological 
motivation. 
There is a certain ambiguity in their situation. Of 
the two Vladimir is more articulate and stronger, less vulnerable 
more practical. Estragon is more vulnerable helpless, more 
35 
inarticulate but he compares himself to Christ and claims 
to be a poet. He dreams and his dreams are often illuminating 
but he is insecure and keeps lor^ sing faith in Godot's arrival. 
The homelessness of tramps has symbolic significance and 
metaphysical connotation. They pass their time by improvising 
games, by philosophising arguing, accusing, talking about 
religion, Christianity and Biblical stories. They also talk 
about their past in a glorified manner but this account is 
full of uncertainities and contradictions. Vladimir and 
Estragon seems to have no fixed occupation no specific purpose 
and their life seems to be directionless. In existential 
terms they are there on the stage of the world they have tc^ . 
create their own role from moment to moment and their ov\'n 
justification for Being in this world. As one critic says 
•They are just men and they are there.' 
Various stories come into the picture, the story of 
the two thieves, a biblical story. One of the thieve's was 
saved and the other was damned. 
As said by Beverley Ormerod: 
"The situation of Vladimir 
and Estragon if they're 
in the right place and 
if it is the right time 
and if they recognise 
Godot and if he comes 
then they might possibly 
say the right thing to 
him and one or both of 
them might be "Saved" 
so that Vladimir's 
"reasonable percentage" 
has diwindled to a most 
unreasonable percentage. 
3fi 
The probability of 
salvation through 
direct appeal to 
Godot (their potential 
savior) has become 
infinitesimal"^ 
The situation has an ambiguity as we proceed there 
is uncertainity about everything. They contemplate suicide 
but are not sure if the tree is strong enough. Every attempt 
to arrive at certainity ends in greater ambiguity. They are 
not even sure about their waiting for Godot, Gogo particularly 
keeps forgetting and seems to have little faith in him. Even 
this waiting does not quite hold them together but gives the 
reason for passing time and provides justification for being 
there on the stage, which can be interpreted as the stage of 
existence. 
The two tramps are incapable of sustaining anything 
for any length of time. Impulses, desires, thoughts, moods 
impressions and everything that arises in them sinks back into 
oblivion before it can result in action. Their incapacity to 
live or to end life is the theme of the play. They live a 
meaningless existence dependent upon a mysterious and abstract 
being as their only hope of salvation. In existentialist 
terms they live a life of Bad Faith, since they do not have 
the courage to face reality with its serious responsibilities. 
But seen from another point of view they project universal 
human predicament and create an Image of Man in metaphysical 
perspective. 
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As Gunther Anders points out: 
"Gogo and Didi represent 
an abstracted Image of 
Man stripped of his 
social, economic, 
political roles and 
confronting existence 
in the .nakedness of 
Being"^ 
Jacques Guidcharnaud further elaborates: 
"The tramp, then is the 
Modern metaphor for 
universal man, the tramp 
has become the image 
of our condition laid 
bare with everything 
else, a mere secondary-
quality or anecdote. He 
is an image of humanity 
reduced to zero, but 
about to start again 
from nothing"^ 
Another pair is Pozzo and Lucky, Pozzo a well dressed 
landowner followed by a wretched exhausted slave named Lucky. 
ipozzp is the prototype of several similar personages in Beckett's 
works. Such as Murphy's Bom and the farmer with whom Moran 
clashes in Molloy^ They are dependent on each other in a different 
way,, that of a master and slave. Lucky entertains Pozzo, thinks 
for him dances for him and does all his work. Their position 
is that of contrast between an exploiter and exploited. Pozzo 
is pretentious, Self important, obssesed by his centrality 
and very self conscious, obssesed very much with time, furnished 
with symbolic modern facilities, and surrounded by the parapherneli; 
of respectable life, that is stool, pipe, watch etc. He is 
also class conscious and suspicious of others. This pair 
creates the Image of Man in a social and temporal perspective 
while the Image of Man in a metaphysical perspective as pointed 
above is created by Vladimir and Estragon.' 
Act two illustrates that this pair is subjected to 
the devastating effect of time* In Act one Lucky is functional 
and Pozzo at the height of his powers. Now in Act two Lucky 
is dumb and Pozzo blind. 
In the words of Ruby Cohn: 
"Pozzo and Lucky alone 
would have been, a 
caricature of human 
master slave tendencies 
a caricature of human 
obssesions with moving 
"On "^  
Eva Metman also asserts: 
"Pozzo is a rich bourgeois 
obssessed by his centrality. 
He is a gruesome product 
of modern age"^ 
But deeply hidden under the mask of hardness lies a 
sense of insecurity and an unconcious nostalgia for lost values, 
be 
Lucky on the other hand seems to/taken for granted that only 
within the pattern of a mutual relationship between him and 
Pozzo can there be any safety and for this security Lucky has 
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sacrificed everything even his soul and his creativity* According 
to Sartre the sadist takes pleasure 'in subjugating his subjec-
tivity to the will of other. It als-o goes to represent the 
socio-economic relationship between master and slave in a society 
where man's labour even his intellectual talent is sold as a 
commodity. It is an oblique criticism of class relationship 
between the exploiter and exploited. 
We can understand these few figures in the play as four 
components of contemporary man. The characters the action and 
the setting of the play are symbolic and safely can be taken to 
signify the predicament of everyman and the experience of all 
mankind. 
Vladimir and Estragon live in a kind of vaccum which 
is timeless. They will be there again the next day and the 
next and day after tomorrow, superflous without future and past. 
Everything that is, is here off the stage there is nothing. 
Beckett is trying to create the Image of Man as a rootless being 
trying to make some sense of his life—a lonely man in an 
incomprehensible world, trying to come to terms with his predi-
cament. As pointed by Martin' Esslin: 
"Waiting For Godot does 
not tell a story: it 
explores a static 
situation "Nothing 
happens, nobody comes, 
nobody goes it is 
awf u1."^ 
Every aspect of the play is symbolic. Night in the play 
40 
symbolises "Dea-th", it further symbolises the end of their 
waiting. "Day" symbolises 'Life* and beginning of their 
vigil. The tree symbolises the possibility of suicide and 
life. 
As the play revolves round Godot but his personality 
is enveloped in mystery which enhances the play's ambiguity 
Godot creates the image of God, a father figure who sometimes 
dwindle into nothing. Its psychological significance is that 
Gogo and Didi have to find some justification for their 
meaningless existence. But salvation is a distant possibility 
that can not be relied on for example story of the two thieves. 
Godot may be hope, absolute knowledge, or some ideal for which 
man is waiting. If Godot is God as some critics claims v;ho 
comprehends a moral order, then his functions are drastically 
reduced and his identity- is constantly changing and his promises 
too. He is certainly dimunitive God and also an absent one^ 
As diverse critics have suggested Godot may represent "happiness, 
eternal life, the unattainable, quest of all men" or may be 
Love, Death, Silence or Hope but in the last analysis, his Being 
is enveloped in mystery. In fact as a Jungian critic, Eva Metman, 
has pointed out in a remarkable study of Beckett's plays. "Godot's 
Q function seems to be to keep his dependents unconscious"' When 
Vladimir might become- conscious of the situation the messenger 
comes and plunges him back into the passivity of illusion. The 
two tramps feel Godot can help them to achieve salvation. 
As a French writer Andre Malraux has said that the mission 
of nineteenth century was to live without God but the mission of 
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twentieth century was a search for God or a coherent order that 
will save him from a sense of metaphysical emptinesso The tramps 
represent image of Man's dependence on some form of security 
which protects them from the onslaught's of reality. The theme 
of the play is recurring disappointment of the two tramps and 
as such the play's stress is on waiting not on Godot, Beckett 
when questioned about Godot answered that if he had known who 
Godot was he would have mentioned it in the play itself. In 
the light of these perceptions we conclude that mystery of Godot 
adds to the richness of the play. 
Waiting is the condition or situation faced by modern 
man again and again as Harold Hobsen points out that the dramatic 
progress of the play is towards a perpetual postponement rather 
than towards a climax. The two tramps keep waiting for the 
future«• They are unable to realise that today is today but they 
wait for tomorrow,' In this says Beckett they are 'like humanity 
which dawdles and drivels away its life, postponing action 
eschewing enjoyment waiting only for some far off divine event, 
the millenium Day of Judgement,' 
In a broader sense Vladimir and Estragon symbolises men 
in general and on that level, the play presents a commentary 
on life and a definltion of man, The main thing about the play 
is its Image of Man. Outwardly this is the theme which occurs 
in Strindberg's Dream Play in which the officer waits in vain for 
his lady love Victoria. But the waiting, in Waiting For Godot 
is central and of deeper significance. This centrality of waiting 
and image of Godot completes the image of man and his prGdicament. 
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This leads to Beckett's other plays which projects this image 
from different angles but not always so comprehensively and 
dramatically. 
The play closest to Waiting For Godot in theme, structure 
and symbolism is Act Without Words but here Beckett uses a bolder 
technique and greater economy of artistic means. Act Without 
Words i^s ':one actor mime play written after Endgame. Here Beckett 
attempts to create the Image of Man in exclusively visual dramatic 
terms totally negating use of words, 
A man is thrown on the stage of world indicating he is 
born wiibhout his own will. The scene here is a desert like place 
onto which a man is thrown backwards in dazzling light. He is 
in search of his illusive identity and has to define himself <. 
Beckett is trying to create the Image of Man in the universe, and 
is trying to relate him to his destiny. 
Mysterious whistles draw his attention in various direc-
tions, whistles are the invitations which draw him but these 
bewildering possibilities are illusiory each time he goes off to 
respond to whistle from which ever direction it comes he is thrown 
back. He is there without intention and desire, caught in a trap 
of forces which are beyond his grasp and control. The mute actor 
is tempted by tree, scissors, carafe or water, ropes and cubes. 
These objects are lowered from invisible heaven and. are snatched 
upwards however each time he reaches for them. Human life is the 
series of choices and multiple possibilities but most of these 
possibilities diwindle into nothingness right before our eyes. 
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Some of these objects also have symbolic connotations for 
exaraple in Waiting For Godot, tree represents possibility 
of suicide and life in the same way here scissors represent 
the manipulation of material world as well as a possibility 
of suicide. 
The sole actor tries to get the water but it hangs 
too high, he uses ropes and cubes in space but he is unable 
to reach the water, cleverly and skilfully he piles the cubes 
on top of one another, the water always slides just outside 
his reach. In the end he sinks to complete immobility. The 
whistle sounds but he no longer pays any attention. The 
water is dangled in front of his face but he does not move, 
he disregards it now. In the end all tools disappear only 
carafe and tree remain, but when he refuses to be lured by them they 
too vanish. 
Thus we notice that every possibility is ambiguous 
and sometimes, totally illusory. The invisible forces thus 
reducing man to nothingness. In the end man is left only with 
the possibility of contemplation and thought. 
In the end he remains immobile looking at his hand, 
he refuses any of the material satisfactions dangled before him, 
looking towards his palm signifies his inward looking gesture. 
Man has learnt a lesson in the words of Ruby Cohn that has 
haunted Beckett from his early Proust Essay. 
"The Wisdom that consists 
not in the satisfaction 
but in the ahalation of 
desire"'10 
44 
By the end of the play Man learns to live without will» 
His position being rather like that of Moran (Molloy's Pursuer) 
in MoHoy, who as his leg begins to stiffen with paralysis 
turns to contemplation«' After his successive failures man 
has learnt to confront his predicament without succumbing to 
external pressures. 
Characters in Waiting For Godot and Endgame are mutually 
dependent on each other for their existence* Wanting to leave 
each other, at war with each other and yet dependent on each 
other. It is also an image of inter-relatedness of the elements 
within a single personality in conflict with itself. Final 
Image of Man in Beckett is seen in Act Without Words» The * 
tyranny of inter-personal relationship is finally broken» The 
starkness of human situation is more striking in this play. 
The success of the play lies in the, concrete vocabulary 
of stage. Novelty of dramatic method and use of concrete 
language of theatre in an innovative manner. The play also 
foreshadows later deve-lopments revealing Beckett's av>fareness 
of limitations and his distrust of language. His dramatic 
developments app'ear to be a bewildering mirage moving towards 
silence. 
-Jf-X-
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CHAPTER-III 
IMAGE OF MAN IN ENDGAME AND KRAPP'S LAST TAPE 
In 1954 Beckett began a French play that only 
slowly became Findej^artie. which was translated in English 
as Endgame. The first performance in Great Britain of 
Endgame was given in French under its original title 
at the Royal Court Theatre solane square London on 
third April 1957. It was directed by Roger Blin with decor 
by Jacques Neol. 
As pointed out earlier, Beckett's plays express 
a sense of loneliness, anguish and anxiety when confronted 
with basic ultimate questions of human existence. In 
addition to other things, he is creating the Image of Man 
in a metaphysical perspective in almost all his plays. 
In Waiting For Godot man is seen rootless trying 
to make some sense of his life to cling to something 
which would give substance to his existence. He is thrown 
into an incomprehensible universe trying to come to terms 
with-his predicament. Waiting For Godot takes place on a 
4? 
terrifying empty open road. Act Without Words on a desert 
like place and Endgame in a claustrophobic interior. 
As Zahida Zaidi points out: 
"Endgame is one in 
the series of modern 
plays, portraying 
the image of a^closed . 
room." The setting 
of a closed space, 
cut off from the 
outside world has 
assumed the 
significance of a 
powerful dramatic: 
metaphor in modern 
drama, projecting 
and symbolizing ^ 
human predicament." 
She further points out Pirandello in his well 
known play Henry-IV. devised the setting of a closed 
place, similarly lonesco in his several plays, created 
the image of human situation, with the setting of a closed 
space in 'The Chairs'. 'Amedee' . '^ Exit the King ' and 
'New Tenant'. In Jean Genet's play 'The fvlaids'. "The 
two maids carry on an elaborate ritual of impersonation 
in a closed room." In the plays of Pinter, this setting 
is used with great dramatic force in 'The Dumb V/aiter', 
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'The Room'. 'The Birthday Party', this grim comedy of menace 
is-enacted in a setting of closed room. 
In certain existentialist plays, too, the setting 
of a closed room is used to convey certain states of mind 
and the central philosophical content. In Sartre's Mo Exit. 
the closed setting is a visual metaphor for his characters 
isolation and inauthentic existence. In 'No Exit'. the 
hell which is a closed room imprisioning three persons for 
eternity is a negation of freedom and the final extinction 
of a possibility of dynamic existence and creative choices. 
The tragic dilemma of the three characters lies in their 
desperate need for self definition, through the agency 
of others and the impossibility of such a definition. 
Similarly, in Beckett's play Endgame the scene 
is a closed hall with only two small windows high up in 
the rear-wall. The world outside is dead and time has come 
to a stop, it is perpetually grey. There is a psychic 
deadness, which can be experienced by an individual at some 
stage of his life. The outside world goes dead, but inside 
his mind, there is a ceaseless argument between various 
parts of his personality that assume autonomous existence. 
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In No Exit. Sartre's concept of hell is a 
metaphor for inauthentic existence. The situation in 
Endgame is similar the two central characters are Hamm 
t 
and Clov. Hamm, a blind old man sitting in a wheel chair, 
is paralysed and can no longer stand. Clov, his attendant 
is unable to sit. In two ash cans that stand by the wall 
are Hamm's legless parents Nagg and Nell. Clov is the 
sole member able to hobble about the room. Beckett shows 
Man's inability in metaphysical terms, the characters of 
his Novels and plays are crippled in one way of anothePc 
This is Beckett's view of the condition of all people -
lameness according to him is the condition of man in a 
universal perspective. 
Beckett in Endgame portrays the image of dreariness, 
grey light is suffused in the room, waves outside are hanrd 
and static - still like lead. This is an image of entrapment, 
the characters are trapped in this situation as the characters 
of No Exit. Setting of Endgame is a symbolic projection 
man's predicament. Surroundings are terrifying and ambiguous. 
The environment is unusual. When Hamm enquires about the 
world outside, Clov answers "Zero". Further on , he says 
the sea is the same, "Light is sunk", "Light black from 
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pole to pole." The outside space is undefined, atmosphere 
static, no sign of life movement and everything is solid. 
Even inside Clov is hampered as he is unable to sit, he 
moves in a stiff way, his movements are mechanical, and 
repetitive and limited in scope, Hamm, though blind and 
paralysed demands to have rounds of the room and insists 
to be in the centre, Nagg and Nell are hampered and can't 
even rub their bodies. 
In Waiting For Godot, characters are lost in 
immensity that the stage does not bound but the characters 
of Endgame are huddled in their cramped space. 
In the words of Alan Schneider: 
"They are the last 
four people left 
on earth after an 
atomic explosion 
or the older 
generation tossed 
on the ash heap ^ /^  
by the younger." 
He further says just as Godot deals with promised 
arrival that never took place, so Endgame deals with a promised 
and.unfulfilled departure. He considers it to be "a kind 
51 
tragic poem; man's last prayer to a God that might or 
might not exist." 
Ruby Cohn too believes that: 
"The initial situation 
represents the 
approaching end of 
civilization. The 
four characters on 
stage, all handicapped 
in some way, are 
presented as the 
'only survivors of 
human race sheltered 
in a protected place 
that is Hamm's 
house."2 
The very words in the play are: 
"Finished, it's 
finished, nearly 
finished, it must 3 
be nearly finished." 
The supplies in Hamm's household substantiate this 
news. 
Hamm want to begin his day by going to bed. He 
enquires about time, Clov answers "same as usual." Action 
of the play is repetitive, movement is restricted. 
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Hamm and Clov pass their time by relating 
stories and indulge in lot of insignificant action 
as around toy dog, about the pain killer, biscuits 
and looking out of the window etc. For the last 
time when Clov looks out of the window with his telescope, 
he sees something unusual. 
"A small 'Boy', a 
potential 4 
procreator." 
In some way, this is the turning point, Hamm 
says "It's the end; Clov we have come to the end. I 
don't need you anymore. Perhap^ s he does not believe 
that Clov will really be able to leave him, but he 
is ready to go, thus the ending is ambiguous as Clov 
says. 
"I open the door 
of the cell and 
I am so bowed, 
I only see my 
feet if I open 
my eyes, and 
gl^^!!^ii^ilS! 
of black dust. 
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I say to myself 
the earth is 
extinguished 
though I never 
saw it lit. It's 
easy going when 
I fall I'll weeg 
for happiness." 
And as blind Hamm indulges in a last monologue 
of reminiscence and self pity. Clov dressed for 
departure in panama hat, tweed coat, rain coat over 
his arms listens to Hamm's speech, motionless. When 
curtain falls fiie is still there. It remains open 
whether he will really leave, 
Hamm is the protagonist of the play is burdened 
with guilt. He might have saved number of people who 
begged him for help. 
"The place was crawling 
with them."^ 
One of the neighbours old Mother Pegg was bonny 
once like a flower of the field and perhaps Hamm's 
mistress. She too was killed through his cruelty. 
As. Clov says: 
"When o ld Atother Pegg 
asked you f o r o i l f o r 
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'^ her lamp and you told 
her to get out of the 
hell, you know what 
she died of Mother y 
Pegg ? Of darkness." 
Hamm is weaving a story in which a begger came 
crawling towards hira on his belly wonderfully pale and thin. 
He wanted from him was bread for his child, but he was 
not obliged. When offered a job fictional father begged to 
have his child with Biim, As suggested by some critic that 
this child may be Clov but there is greater possibility of 
his being Hamm's illegitimate son. 
Hamm's attitude towards his parents is sadistic. 
He hates them, he is alienated tormented from within. The 
image of alienation is projected. Action and atnosphere of 
dreariness indicates the psychological state erf mind alienated 
from external world as in Coleridge's Ancient Mariner. 
Hamm is childish; he plays with a three legged toy-
dog, and he is full of self-pity. Clov serves him as his 
eyes. At regular intervals he is asked to survey the outside 
world. 
Hamm's art of spinning stories to pass time is 
comparable to Gogo and Didi's. As a critic pointed out Hamm 
hammer like shoots the play into action, every stimulation 
comes from him, Hamm is blind and emotional and Clov performs 
the function of his senses for him - all this might well 
represent different aspects of a single personality, particu-
larly if the personality is in conflict with itself. 
5S 
Clov Hamm's attendent obeys his orders compulsively, 
he is the only one attending to others needs as well as his 
own. Clov has shrunk and his leg's ache. As in Godot the 
couples of Endgame have a long history of association presumably 
Clov came to Hamm when he was very small. Clov unveils him, 
Hamm initiates, almost all activity, circling the room, playing 
with toy-dog, commanding Clov to look out of the windows. 
Clov's only enterprises are obeying his orders and theatening 
to leave him. 
"I will leave you", says Clov. 
When a small boy is seen through the telescope looking 
at his navel. This is the signal for Hamm to realize that tFie 
time has come for him to face the end and for Clov to leave, 
Hamm throws -his whistle and toy-dog, covers his face-his 
preparation of eternal sleep. There is some uncerta4-n*-ty about 
Nell's and Nagg's being alive or dead. Clov is ready to go 
but does'nt move. Nagg and Nell are senile, pathetic their 
role is limited, they are hungry but given little food to pass 
time, they also pass their time by relating absurd stories. 
As Martin Esslin points out: 
Endgame: can also be seen 
as a "monodrama dramatising 
the conflict within a 
personality. According to 
him Hamm represents the 
mind, Clov the body and 
Nagg and Nell, the subliminal 
dimensions."8 
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Title of this play has a certain relevance with its 
theme and structure it refers to game of chess. It represents 
the desperate game of chess in which the king is to be played. 
The over all image is dravwi from chess as the entire performance 
is an "Endgame" where king Hamm (the lord of the stage) is 
held in check as the knight, the last of his chessmen stands 
ready i.o leave the board. In Endgame there is no longer a 
hope that anyone may come, games are at end and nobody feels 
like playing yet the show goes on. 
Aocording to Ruby Cohn the drama is projecting the 
end of the world destructive possibilities of existence. 
There is no possibility of life, • 
Will Clov have the force to leave Hamm? That is the 
source of dramatic tension in the play says Martin Esslin if 
he leaves, Hamm must die as Clov is the only one left v;ho can 
feed him» But Clov also must die as there is no one else left 
in the world and Hamm's store is last remaining source of food. 
The quotations of various critics do not illuminate 
various dimensions and possibilities of interpretations to 
image of man and his predicament adtd also over looks complexities 
but it is a definite contribution to the image of Man» As 
the above discussion and quotation of various critics show 
Endgame is a striking example of Beckett's Image of Man And 
Human Predicament which is both terrifying and exhilirating, 
tragic and heroic. 
•.: j ^: Beckett himself is not very helpful in interpreting 
his plays, he avoids it, but he described this play in a letter 
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to American director Alan Schneider. 
"Rather difficult and 
Elliptical mostly 
depending on the power 
of the text to Claw g, 
more in-human than Godot." 
Endgame's anguish is heart breakingly human. All 
living beings die, but only human being can be aware of 
themselves dying and the four human beings are monsters of 
this awareness. 
10 
As Clov says "I see my light dying." 
Krapp'slast Tape was written in 1958, its performance 
took place in Great Britain at Royal Court Theatre, Solane 
Square London on twenty eight October 1958. It was directed 
by Donald Mac Whinnie. It has been performed with great 
success on the stage in Paris, London, New York and many other 
places. 
Play opens with Krapp himself the sole human occupant 
of the stage sitting in 'front centre' at the table bearing 
his tape recorder and its spool 'in strong white light' the 
rest of the stage being dark. 
Krapp/worn out old man with a high cracked voice, near 
sighted and hard of hearing. Through out his adult life he has 
annually recorded an account of the last year's impressions 
and ewents on to a magnetic tape« On his sixty ninth birthday, 
he., is listening to his own voice recorded thirty years earlier 
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but his voice has become the voice of a stranger to him of 
one he has long since utterly forgotten. The words on the 
tape bring him neither comfort nor deepening of self know-
ledge, for the battering of the years upon him has so broken 
up his.essential indentity. He even has to use a dictionary 
to look up.one of the more elaborate words used by his former 
self. In the account of thirty years ago the only description 
that arouses his attention is one of love making in a pant 
on a lake; which he goes on repeating again and again. 
After hearing his earlier self report on his thirty 
ninth year, he goes on to record the current year's balance 
sheet. There are memories of love making.with an old hag 
but he realises that his life is a void his'present life is 
a silent drama of emptiness, "Nothing to say not a squeak 
he utters in dismay . Krapp returns to the old tape again. 
The voice of his former self is heard describing the love 
scene on the lake. The old tape ends and we hear Krapp saying, 
"Perhaps my best years are gone, when there was a chance of 
11 
happiness, but I would not want them back," The curtain falls 
on old Krapp staring motionless before him, with the tape 
running on in silence, 
Beckett's plays Waiting For Godot and Endgame show 
awareness of its genre through words and gesture that they are 
what they are - stage plays. All That Fall, a radio play, 
presents sounds but not a radio. Krappslait Tape, a stage play 
puts.a tape recorder on the stage. 
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As in the words of Ruby Cohn: 
"At one level, Krapp 
is a living emblem of 
our age of mass media; 
at another he converts 
a machine into a tool 
of introspection. ""^ 2 
The earlier plays, play with the techniques of their genre 
but KrappsLa|t Tape plays against its genre by using techniques 
of another medium. 
In Waiting For Godot, everything that happens has 
happened before but the characters cannot remeiabor. In 
Endgame most things that happen have happened before and the 
characters remember the past which is often more vivid then 
the present in which they live. In Krapp's Last Tape in a 
way of what happens has happened before, but the memory of it 
has been codified. As Ruby Cohn points out Krapp calls his 
tape a "retrospect and we witness his reaction to this retros-
pects." She further says Beckett employs the tape-recorder 
as a stage metaphor for time past. 
According to Martin Esslin through this brilliant 
device of the autobiographical library of annual recorded 
statements, Beckett has found a graphic expression for the 
13 problem of everchanging identity of the self. 
John Fletcher and John Spurling are right in pointing out that: 
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"The Bailliant theatrical 
device on which the play 
is constructed, which 
enables present to confront 
• past' and past to confront 
present, is not of course 
unprecedented in the 
theatre "!'+ 
But here Beckett is making a novel use of this 
device. 
Further in the words of Vivian Mercier: 
"Krapp's Last Tape 
Although a stage play 
might appear to be a 
outstanding example of 
Beckett's exploitation 
or new medium or device. 
Krapp is another who 
is waiting for death, 
as the characters of 
Endgame are waiting 
for their end"l^ 
Partly the purpose of this device is to create 
his past and partly to create Philosophic Vision. The 
play is quiet realistic but it ultimately leads to 
something Philosophical. Sense of continuity is broken 
by going backward and forward in time and so conveys the 
fragmentation of human existence in the world of stage. 
Image of Man portrayed is dramatisation of the loneliness 
of man. Man tries to verbalise his experience to transform 
them in some coherent form. He is trying to give form to 
his' -haphazard existence. But the recorded experiences are 
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lacking in coherence. 
The piay is a powerful dramatisation of loneliness 
of man and thus creates a haunting image of his predicament« 
This is a single actor play accompanied by the other actor 
which is a tape recorder. What was a part of him at one time 
is alien to him now. For the gesture of switching off 
the tape recorder to look up the dictionary underscores 
the extent of alienation from past even though the experience 
is fully recorded. 
In the words of Martin Esslin "Beckett makes use 
of the tape recorder/demonstrate the elusiveness of human, 
personality." Self at present and past are stranger to 
each other. This is somewhat similar to Pirandello's concept 
of multiple personality and fragmentation expressed in the 
form of mask and face. According to him,life (or reality, 
or time) is constantly in flux, intaogible, evanscent. He 
was essentially a Philosopher who found theatrical medium 
most suitable to explore the question of human identity, 
illusion and reality, permanence and transience, time and 
tiraelessness, face and mask. According to him Man tries to 
conceptualize his existence which is chaotic and irrational, 
but dread of undertain-^ty makes him seek form in art which 
gives him sense of permanence in reality. But it reduces 
life to a fixed form robbing it of, its multiple possibilities 
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according to him one is playing many roles in life and 
can't be sure who he is. It is a fluid mask. Pirandello's 
concepts have immeasurable influence on the twentieth 
century dramatists like Beckett, Sartre, O'Niell and others. 
His influence can be seen both in their vision of life 
and dramatic presentation. Here Beckett has invented a 
device which incorporates Pirandello's idea of multiple 
personality and fragmentation in a novel way. The play is 
a variation on the theme of one's illusive self. Self is 
confronted with the past but both are strangers to each 
other. 
On the other hand this device is used as a 
mechanical approach to a flash back technique, this meohanical 
approach emphasizes in-adequacy of woEds and ultimate 
failure of language. It can be compared with Wildei's Our 
Town, where the play started in a particular town but 
transcends the boundaries of time and space and attains 
universality. Wilder violates the time sequence in the 
play. The play moves backward and forward in time, which 
gives comprehensive vision of the situation. This device 
is used in Tennesse Williams Glass Menanqerie. Dyllan Thomas 
Under Milkwood, and Arthur Mller's View from Bridge and 
several other modern plays, in different ways, but Beckett's 
use of this device is a novel exploitation of this technique 
to explore several dimensions of reality and human identity. 
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Krapp is a tragic character as well as a comedian. 
His destiny and his predicament is tragic but the manner of 
presentation is absurd and comic. There is a combination 
of comedy and pathos here as in Chekhov and innumerable 
other plays of Absurd Theatre, fli^  -'..'..c 
In the end of the play Beckett brings down his 
curtain with Krapp staring motionlessly into •- space as 
the tape runs on in silence, silence is the message repre-
sented by the running tape-recorder which has nothing to 
say. As in Act Without Words, the actor learns to contemplate 
but here it ends in despair, the silence foreshadowing 
the later plays of Beckett. 
According to Supti Sen ^^ he theme of the play is 
transcience is recorded by a brilliant device which is likely 
to rewind. Unlike other Beckett stage characters, Krapp 
is rooted in a familiar world whose every detail is realistically 
plausible but soon we realise that they also contribute to 
vision of man in world. 
Inspite of apparent diversity of approaches and 
dramatic devices Krapp's Hast Tape portrays the Image of 
a lonely bewildered man in a incomprehensible universe Like 
other plays of Beckett. 
Endgame and Krapp's Last Tape exhibit a diversity 
of form and technique. Beckett shows his inventiveness in 
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devising imagery and symbols to project his vision of life 
but while in earlier plays viz. Waiting For Godot and Act 
Without Words he tried to comprehend it in its totality 
of human situation but here he is emphasizing certain 
specific aspects of human situation. In Endgame the four 
characters, are in a closed space with limited movements 
and static situation. On the other hand in Krapp's Last 
Tape the dramatic action is further reduced. Here the 
•Uialogue" is between a dried up old man and a tape-recorder 
that plays back impressions he recorded in the last thirty 
years. Endgame projects a terrifying image of everything 
coming to an end against a grey background, whereas in 
Krapp's Last Tape.- we are not just introduced to alienation 
of man from universe but also from himself projecting a 
haunting image of fragmentation of personality coupled with 
loss of meaning and break down of communication. 
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CHAPTER - IV 
liVlAGE OF MAN IN HAPPY DAYS AND ALL THAT FALL 
The first performance of Happy Days took place 
in New York on seventeenth September nineteen sixty one 
at Cherry Lane Theatre. It was directed by Alan Schneider. 
Beckett was fascinated by the dramatic possibilities 
of a character immobilized and forcecAto put all his expressive-
ness into words and gestures. In this play Beckett portrays 
the image of man's entrapment through a woman character. 
Winnie, a cheerful, plump woman, is slowly sinking into o 
mound of ear.th. In the first act Winnie is shown buried 
up to her waist in the centre of a low mound in a strikingly 
abstract set devised to represent unbroken plain and sky 
receding to meet in far distance under a cascade of 'blazing 
light.' in this act Winnie is busy with her possessions. 
The act begins with ringing of the bell followed by Winnie's 
prayer and the act ends with Winnie saying 'pray your old 
prayer Winnie.' In acttArxD- Winnie is buried upto her neck; 
only her head is protuding. She no longer has arms to reach 
her bag of properties only her eyes move accompanied by 
incessant flow of words. In this act she is unable to clasfa 
her hands. It begins with Winnie saying "Hail Holy Light" 
someone looking at her still caring for her, still eyes on 
her eyes I' 
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and the act ends with a song. 
Winnie is a middle aged modest woman who gives 
an impression of acceptance of life, absence of ruthless 
criticism and also human warmth and vitality. 
As in the words of Martin Esslin: 
"Winnie's preoccupation 
with her few possessions 
her cheerfulness and 
optimism creates the 
piognant irony of the 
play. Winnie's cheerfulness 
in the face of death 
and nothingness is an 
expression of man's 
courage and nobility, 
Winnie's life does 
consist of happy days, 
because she refuses to 
be dismayed."2 
Herfixedcentrality can be compared to Hamm in Endgame. 
Like the protagonist of Endgame, she lives in an unending 
present and like him and Gogo and Didi she devises routines 
to pass the time. Winnie is accompanied by Vi/illie her 
husband, a feeble man. Like other Beckettian couples-
Pozz9fand Lucky, Hamm and Clov- they have been together a 
long time, but while other couples communicate at some 
levels. Although in this case only Winnie speaks, Willie 
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does not respond, at all until the end of the play. Vi/innie 
differs from most of the previous protagonists by her 
female sex, she resembles them in her decaying intellectuality; 
her con/ciousness is stocked with the debris of extensive 
learning, and she quotes fragments of master pieces like 
Shakespeare's play Cymbeline Paradise Lost. Gray's Ode on 
a Distant Prospect of Eton College and Fitzgerald's Omar 
Khayyam. Apart from snatches of quotations, the other 
resources for living through her day are her possesions, 
contents of the hand bag and composition of stories. The 
contents of the hand bag include tooth-paste, mirror, 
spectacles., medicine bottles, lipstick, hat, magnifying 
glass, comb, brush, nail file, revolver etc. this parapher-
nelia suggests the affluent class, similarly Willie's 
evening dress and hat signify affluent class, Winnie uses 
these possessions to enduEe until the bell for sleep. These 
formalities appear comic and ironic in this absurd and 
tragic situation. 
In Act too Winnie fills the time like Hamm. In her 
desperate condition, She turns twice to her stories as story 
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is the last resort. She says 'There is my story of course 
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v\^ en all else fails'. Apart from the story great stress 
is laid on mime as a form of expression. When Winnie feels 
she is run out of, things to say she decides to 'do' something, 
and this in turn gives her something to talk about. The 
snatches of quotations is from literature of past, but it 
has lost vitality and has been reduced to cliche form. 
Apart from the stories and mind the only other 
character has also a relevance^in projecting Winnie's 
character and her preoccupation. 
As in the words of Vivian Mercier: 
"Winnie needs Willie as 
an audience, a conscious-^ 
,ness for whom she exist." 
But inspite' of his presence we cannot help noticing that 
she is talking.in the void and communication seems to be 
broken down. Winnie tries to endure by talking her way 
through each bell-bound day. Stories, prayer, gratitude 
of happy days, snatches of quotations afe the means by 
which Winnie evades her consciousness. Bell is a mechanical 
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device to announce the day signifying that man is separated 
froiD nature and iiiiriersed in technology. 
As Francis Doherty points out; 
"Time is abolished and 
has been replaced by 
an unchanging light 
and empty landscape 
and arbitnry division 
into breakfulness and 
sleep to replace day 
and night."5 
Image of man portrayed in act one is of a trapped 
condition. Possibility of manipulation is restricted and 
actions and choices are of a limited scope. In act two 
the possibility of manipulation is further reduced and 
Winnie in this act is comparable to the Unnamable in the 
Jar. The last resort of man is to translate his thoughts 
into words. In, act two Winnie is still trying to communicate 
but Willi^iappegrs to be totally unresponsive, here we are 
confronted with Beckett's recurring theme of near'breakdown 
of communication, her cracked voice and incoherent speech 
is sign of approaching, blankness which also indicates the 
disintegration 6fslanguage. Willie is preoccupied with the 
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Newspaper, The efficacy of this Newspaper is used by 
Chekhov in Three Sister's where Chebutkin's involvement 
in outdated newspaper is a measure of his being cut off from 
his profession and society. It is an expression of ignorance 
in Harold Pinter's plays The Dumb Waiter. The Room and 
The Birthday Party•• Newspaper produces alienating effect 
and here it is used by Beckett as a barrier between 
interpersonal communication. 
Happy Days is an open air play like Waiting For 
Godot with two acts but it is harsher in its setting. 
Blazing light of Happy Days can be compared with the dazzling 
light of Act Without Words. Like several other plays this 
play too ends in stillness, towrads which Beckett seems to 
be moving in later part of his carrier. Structurally it 
recalls Waiting For Godot but thematically it is close 
to Endgame. Beckett uses concrete language of theatre 
effectively-Cracked earth, mound, blazing light, bells 
announcing day and night and sinking heroine in the centre 
are the poetic images used to convey man's entrapment. The 
fragmented monologue of Winnie may bring to mind Krapps 
monologue in Krapp's Last Tape but structurally it does not 
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have any similarity with Krapp's Last Tape. 
At the end of th§ play Willie who has spent his 
time in reading and occasionally quoting from the newspaper, 
and in looking at obscene postcards, appearrs in full view 
of the audience, 'dressed to kill'. He makes agonizing 
efforts to crawl towards Winnie, perhaps in order to save 
or simply to kiss her. He fails, but it seems enough to 
make this a 'happy day' for her inspite of all. She ends 
by singing th9 sentimental waltz from the Merry Widow. 
She shuts her eyes, perhaps to weep, but the vigilant bell 
jerks her back to reality; her'day' not yet over she has 
to carry on as the curtain falls. There is an ambiguity 
about the end.Willie's futile attempt to climb up and finally 
falling flown at the end of the play can be interpreted at 
several levels of meaning. He murmurs just audibly the 
single syllable 'Win' which inexplicably makes Winnie happy. 
This may also indicate precariousness of communication, 
difficulty of understanding and limitedness of human sympathy 
and comradeship. 
The play contains the existentialist point of view. 
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Winnie's courage in facing her desperate situation brings 
to minid the existentialist idea that life begins on other 
side of despair but at the same time her clinging to God 
on the other a dependance on supreme authority her 
complaisance and inexplicable gratitude for(another happy 
day) can also be seen as an expression of Bad Faith. 
As one critic mentioned the incessant urge of 
the human mind to go on, to revolve on, matters trivial 
and insignificant is made evident by making Winnie incapable 
of physical action. Here man's oblivion to his miserable* 
condition through habit or the following of a routine 
programme of fixed activities is presented in an exaggeratedly 
grotesque manner. Finally man/s hopeless absurd thirst for 
happiness is also author's target in this drama. 
In the words of Ruby Cohn: ' 
"The three plays for 
which Beckett is 
widely known are 
waiting plays, a 
character waits for 
an unimaginable end 
whether the end is 
Godot, annihilation 
or full burial"" 
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But infact we find not so much of waiting but clinging to 
last shreds of life in H^ppy Qays. 
This drama creats. a powerful image of man and 
human condition with the help of theatrical devices and 
linguistic manipulation which incorporates Beckett's 
themes and philosophical concerns c(ramatises with extra-
ordinary effectiveness and contains Beckett's recurring 
themes and philosophical concerns and as such it occupies 
a sjDecial position in Beckett's canon. 
Another play All That Fall was commissioned by 
the B.B.C. and was first broadcast in the third programme 
on thirteen January nineteen fifty seven, produced by Donald 
M.C.Winnie, he describes it as a mixture of realism and 
poetry, frustration and farce. 
All That Fall portrays an old Irish woman from rural 
background Maddy Ronney, very fat;,; ill, hardly able to walk. 
The play presents one bright Saturday afternoon when Maddy 
Ronney.sets out to meet her blindnhusband DanRooney at 
Railway station on the twelve thirty train in Boghill. On 
her way she meets a number of people with their means of 
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transport Christy and his cart, Mr.Tyler and his bicycle 
Connolly's van^ Mr. Slocum and his automobile. She wants 
to establish contact but fails and utters "I estrange them 
all'.' 
As Supti Sen points out that she is troubled by 
a sense of estrangement and feels hurt by the way people 
are driven away by her efforts at communication. She 
arrives at the station in time to receive her husband at 
twelve-thirty train, which is delayed by fifteen minutes 
on its half)hour run. United with her husband on his 
birthday she sets out for home, Mrs. Rooney had lost a 
daughter Minnie more than forty years ago, Dan Rooney 
evades his wife's questions as to why the train was late, 
but iVladdy learns from a boy Jerry that there has been an 
accident. A little child has fallen under the train and 
died. On their homeward journey, Maddy informs her husband 
of the text for Sunday's Sermon "The Lord upholdeth all that 
fall and raiseth up all those that be bowed down." Both 
greet this text with laughter because they are bowed down 
and are in perpetual danger of falling. 
Maddy Rooney stands for forces of life and human 
76 
companionship. Dan stands for death wish that sees th3 
child only as a "young doom" that could be nipped in the 
bud. The play ends at that point, the enigma of child's 
death unresolved. The two images in the play are journey 
metaphor of life, and falling down metaphor of death. 
Maddy Rooney too represents human warmth and human 
dignity inspite of her absurdity which is revealed in excessive 
concern for people and her conversation with Christy and 
others but with all that human warmth, there is a suggestion 
of sterility as Maddy Rooneyl^as passed the stage where 
conception can take place. 
This play portrays the image of human condition, 
man is entangled in absurdities sterility etc. but still 
retains human dignity. Mrs. Rooney is comparable to Winnie 
in Happy Days. Her journey brings to mind the extraordinary 
journeys of Molloy and Moran. She is disabled like them 
and has a particular goal. Mrs. Rooney is a country woman 
a peasant. In sharp contrast to Beckett's characters who 
are generally abstract she is conceived realistically which 
gives the play a realistic flavour inspite of its underlying 
philosophical and existential concerns. But with all 
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exuberance. Mrs. Rooney is unable to revive the creative 
force in society. She has lost the touch with nature 
which indicates general condition of humanity in modern 
society. Her progress is hampered; even the train's 
progress is hampered, There is no procreation and the 
death of the child which indicates metaphorically the 
death of child like spontaniety in individual and society. 
Dan seems to be involved in this death. He can be compared 
to blind Hamm in Endgame. The hamperedness of her progress 
as the train's progress also indicates the general state 
of sterility and human limitations. 
In the words of Ruby Cohn: 
"All that fall shares 
with Endgame a theme 
of depopulation like 
Hamm Dan, Rooney 
confesses to wanting 
to "Nip some young 
doom in the bud'.' 
Dan like Hamm is 
sensitive to suffering. 
Without mentioning 
the doomed child 
he cries perhaps over 
its death, which takes 
place on his birthday, 
but it is totality of 
All That Fall, rather 
than Dan that conspires 
to depopulate the ,--:^ ». *I^' '-' 
world."/ J^T-' 
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The title is ironical as Beckett presents a vision 
of. everything crumbling down and supported or raised up by 
no merciful God, All That Fall is as Beckett said "? "text 
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written to come out of the dark I' All That Fall is a radio 
play and as such sound effects and speech are chief source 
of communication. Rural sounds open the play, to be 
interrupted by dragging feet of Maddy Rooney and as we 
proceed we hear human misery, The sound effects echo the 
theme-dying music, dying murmer chocked or dead engine, 
falling signals at the station. They all embody theme of 
death also indicate sterility hamperedness and violence. 
In the words of John Fletcher: 
"Language in this play 
shows the range typical 
of Beckett from puns 
to poetry"9 
But inspite of dark tone and theme of death; All That Fall 
is one of the wittiest pieces. It is this comedy, shot 
through sadness at decline and fall, which helps explain why 
the play is one of his most satisfying dramatic statements. 
All That Fall deals with waiting,guilt and the futility of 
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pinning one's hope on things or human beings. 
Like characters in novels Beckett's dramatic 
characters lo-rse the power to act progressively from 
play to play. His dramaturgy becomes more and more 
stripped as he successively isolates and emphasizes 
elements of dramatic construction such as the pause, 
entrances and exits, monologue and dialogue, movement 
and immobility. Shorter plays for radio gave him furtJier 
scope for experimentation with"fundamental sounds" by 
excluding visual, However thematically they add nothing 
new to the works discussed above. Superficially All That 
Fall the most realistic of Beckett's plays is that it 
offers bits of characterization and local color. But 
beneath the surface realism the words reveal that strange 
changes have taken place in', the characters for example 
an old hag slowly becomes a suburban . matron babbling about 
psycho-analysis. 
In Happy Days and All That Fall Beckett creates the 
image of human condition presented through two women character; 
who inspite of their trapped and unbearable situation are 
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full of warmth and vitality which lends a certain degree 
of warmth and mildness, and charm to the atmosphere of 
these plays; the harshness,and stark quality which 
characterise his several other plays is almost absent 
here. 
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C HA P T E R - V 
C O N C L U S I O N 
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C O N C L U S I O N 
While attempting an appraisal of Beckett as a 
dramatist, one must initially concede the point that 
he is an extraordinary creative force, such as before 
had not emerged in the field of Contemporary Drama and 
perhaps he has not been surpassed in significance and 
magnitude of his achievement to date. In granting him 
distinction, critics have unanimously agreed. For his 
play Waiting For Godot. Jean Anouilh hailed the works 
as having "the importance of the first Pirandello 
presented in Paris" and the Spanish playwright Alfonso 
Sastre called it the first real tragicomedy "that 
mysterious situation before which we laugh although 
horrified." 
In this dissertation an attempt has been made 
to project Image of Man in Beckett's plays and focuss 
is on major six plays of early period and through th^ 
analysis of these plays an attempt has been made to come 
to grips with an important aspect of the writer who is 
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artistically intense as well as acutely uncompromising 
and ruthless in his probing into human condition. The 
theatrical success of Waiting For Godot was followed by 
the production of a number of a dramatic works for the 
stage, radio and television which brought Beckett 
recognition as one of the leading exponent of the Theatre 
of Absurd. 
Beckett has said that his work is a matter of 
fundamental sounds made as fully as possible. By using 
a net work of images, symbols, orchestration of themes 
and ideas^ Beckett appeals directly to our senses and 
emotions with the result that his message is often "felt" 
without being completely "understood." The themes of 
Beckett are varied, but one constant preoccupation of 
his is the condition of man in modern scientific world. 
His work is concerned with both the human psyche and 
human destiny. Beckett does not take anything for granted, 
nor is he interested in sensational stories and situations 
but he tries to come to grips with the problem of modern 
individual and the multi-faceted human personality. 
In Waiting For Godot, the two tramps project 
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universal human predicament and create an Image of Man 
in. metaphysical perspective. Pozzo and Lucky create 
the image of man in a social and temporal perspective. 
Godot creates the image of God, a father figure who 
sometimes dwindles into nothing, \flaiting in 'feztine? 
For Godot is central and of a deeper significance. The 
centrality of waiting and image of Godot completes the 
image of man and his predicament. 
In Act Without Words a man is thrown on the 
stage of world indicating he is born without his own 
will. He is in search of his illusive identity and has 
to define himself. Beckett is trying to create the image 
of man and his destiny in the universe. Here he is 
creating the stark image of Man in the universe without 
going into the problems of interpersonal relationships. 
The image of human predicament is projected here more 
directly than in other play through concrete dramatic 
images and without use of words. 
Endgame portrays the image of dreariness against 
grey background, waves outside are like lead. This is an 
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image of entrapment. The characters are trapped in 
this situation* Endgame is symbolic projection of 
man's predicament. The characters are blind paralysed 
and hampered in some way or the other.and are placed 
in a closed room with limited movements. It presents 
a terifying image of everything coming to an end. 
Krapp's Last Tape is dramatisation of the 
loneliness' of man in an incomprehensible universe. 
Like other plays of Beckett, Krapp is not only alienated 
from the universe but also from himself, projecting a * 
haunting image of fragmentation of personality coupled 
with loss of meaning and breakdown of communication, 
In Happy Days, image of human condition is 
presented through a woman character who is slowly sinking 
into a mound of earth. Image of man portrayed in act 
one is of a trapped condition, possibility of manipulation 
is restricted and actions and choices are of a limited 
scope. In act two possibility of manipulation is further 
reduced. 
All That FalJ.f portrays an old Irish woman 
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representing human wqrmth and human dignity coupled with 
a suggestion of sterility as Ti/lrs .Rooney has passed the 
stage where conception can take place. This play portrays 
image of human condition, Man is entangled in absurdities, 
sterility etc. but still retains human dignity. She 
stands for forces of life and huma/i companionship. The 
two central images in the play are journey - metaphor of 
life, falling down - metaphor of death. 
Beckett .is a fastidious artist and elusive in 
his approach and as we have seen in the analysis of these 
plays. Beckett does not feel any necessity to enlighten 
us on his characters past, but merely allows them to let 
fall the occasional word or reference that gives some 
hint as to what their life has been. The origins of 
Beckett's characters are therefore shrouded in mystery. 
They all have in common a fundamental resignation combined 
with a rebellious humour and poignant irony. 
Beckett's theatre appears static theatre like 
certain manifestations of oriental theatre which do not 
allow any development. 
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Although much has been written on Beckett, on 
his finer shades of dramaturgy and other aspects but 
there is not,to the best of my knowledge.an exclusive 
study of Image of Man in his plays. In this study an 
attempt is made to explore this subject with reference 
to six plays of Beckett. This study is certainly not 
exhaustive and I am quite aware that much more can be 
said on this subject, all that can be hoped is that this 
study would prove to be a starting point of many more 
studies to illuminate various dimensions of this aspect 
of Beckettiwork. 
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